This essay consists of three parts by which I hope to reveal my thesis: the exploration of Symbolism as a literary movement, which is made clear, in part, through defining the Symbol; the examination of the literary Symbol itself; and the development of my argument that voice leads us to regard
He~rt of Darkness as a Symbolist work.
Symbolism: Exploring Other Worlds
The term Modernism refers to a literary movement that appeared during the last decades of the nineteenth century and the first two decades of the twentieth century. But rather than describing writings from a particular time period or identifying a contemporary piece, Modernism refers to a new and different style of writing. Experimentation in writing became the order of the day, and artists such as Pound, Conrad, Woolf, Stein, Joyce, and Mann set pen to paper to create works reflecting the modern spirit. Because of the diversity of the works produced, one interested in the study of Modernism might be tempted to immerse herself only in the poetry and prose of these artists, but the particular movements beyond the individuals deserve attention as well, for as Malcolm Bradbury and James
McFarlane point out, "Modernism was very much a movement of movements" (191) . These movements were made up of phases, theories, social groups, groups of activists, and political and non-political groups occurring in different places at different times, yet having an idea in common to link them, tying them in some way together. The most international of these movements, Symbolism, germinated in France.
Placing this "ism" historically will facilitate an understanding of the movement. While the term "Symbolism has become a label to designate a major movement of the post-Romantic era, and an extension of romanticism for many meaning be~ond its existence alone, so that it absorbs a meaning larger than its ordinary meaning--a meaning, Schneider suggests, "whose limits are defined by the whole pattern of terms of which the symbol is a part" (23). I.A.
Richards gives us still another way to distinguish between metaphor and symbol by addressing the "thing" and what it refers to. Richards says that in the symbol, the relation between the "thing" and the "image" is turned around, or reversed. In a metaphor, for example, the "thi~g" is evident and the image illustrates it, while a symbol assumes materiality and life and the "thing" is merely its accompaniment (cited in Balakian ~~aisal 26).
So if a Symbol is capable of achieving substance, taking the reader beyond metaphor, how are symbols realized in prose? Writing that shows a renovation of vocabulary, an original use of language, and unusual syntax can allow the existence of a symbol. In short, only through breaking with constricting rules can symbols be created, and it is through this break that the Symbol can unite a signifier to a signified, or to several different signifieds. In simpler terms, Symbolist works, which separate themselves from other types of works, reveal Symbols, and while these symbols may be discussed in terms of signs, signifiers, and signifieds, the Symbol points to something beyond itself, but it differs from the sign because unlike the sign, it cannot be separated from what it stands for (Tindall 11).
How, then, does the symbol affect the rest of a text?
Clive Scott addresses this question by saying that "the symbol informs the whole work and can subsume it, rather as found its expression in color, or in sound, or in form, or in all of these (qtd. in Beebe 27). But the reader must possess.the Symbol, and this is not an easy task. The· responsibility of the reader is discussed by Henri Peyre:
"It must be the task of the public that wants to penetrate the mystery and pierce the silence to go at least halfway along to meet the creator" (5), and even the creation itself.
Tindall also sees the symbol as unitive for the author and reader:
The symbol may put things together by establishing communication between author and reader, but it can be indefinite in what it presents. In the first place the symbol is an analogy for something undefined and in the second, our apprehension of the analogy is commonly incomplete. Moreover, the terms of the analogy are confused. (17) indeed, it is this comprehension, 
So it would appear that the problem of voice, whether literary, human, or non-human, is tied to the subject.
Schopenhauer, in fact, felt that the voice makes the most direct connection between the subject and some voice of human consciousness, and notes that if we attempt to know ourselves fully by directing our knowledge inwards, we lose ourselves in a bottomless void, we find ourselves like a hollow glass globe, from the emptiness of which a voice speaks.
The voice that speaks "from the emptiness" here must be seen as both absent and present--it emerges but cannot be located. I made the strange discovery that I had never imagined him as doing, you know, but as discoursing. I didn't say to myself, "Now I will never shake him by the hand," but, "Now I will Aside from the human voice of the narrator, Marlow, and of Kurtz, the text reveals other voices, both human and inhuman. Throughout the story, the wilderness and the coast of the jungle are constantly referred to in terms of voice or the lack of it--silence. For example, the coast is revealed as having a spirit, as being alive, through
Conrad's Symbolist treatment of voice: "There it is before you--smiling, frowning, inviting, grand, mean, insipid, or savage, and always mute with an air of whispering come and find out" (Conrad Heart 27) . Even the author's phrasing of this passage shows duality; the coast is mute, but this silence is whispering. The water, too, is described as voice; it is not the surf that is heard, but the voice of the surf that is heard, and "the voice of the surf heard now and then was a positive pleasure, like the speech of a brother" (28), thus comparing two examples of discourse, one human and one inhuman, as those of a man and water in human relationship.
In Heart of Darkness, the mouth of the river is as capable of speech as the human mouth.
As the story progresses, Marlow begins to listen for oral communication from nature, as evidenced by his saying, "It was so startling that I leaped to my feet and looked back at the edge of the forest, as though I had expected an answer of some sort ... " (48). In Symbolist writing, Nature must be se~n·as a signifier for a transcendent reality behind the material world, thus it shows emotions, something which we normally think of human entities doing. Marlow describes what seems to be a noisy wilderness:
Before it stopped running with a muffled rattle, a cry, a very loud cry, as of infinite desolation, One result was that relationships with fellow creatures and with the material world were, as never before, considered trivial. What became significant was the power associated with the industrial revolution and capitalism, and although this system sought gains for humanity, it reflected aspects that wer~ very much anti-human. One thought that I would like to stress is that, while Symbolist writers are able to empower their poetry and prose through using the Symbol, the reader must also bear responsibility for comprehending the meaning behind and beyond the Furthermore, it is the capacity for imagination that enables us to translate that experience into meaningful language for ourselves and our listeners.
Marlow, upon hearing of Kurtz's death, describes this scene and asks:
There was a lamp in there--light, don't you know--and outside it was so beastly, beastly dark. Balakian, Anna.
Aperaisal.
